The copy of the partitura in Munich, Bayerische Staatsbibliothek, has been consulted, as have the part-books in the Biblioteca Nazionale in Florence and in the library of Valladolid Cathedral. I am grateful to Clara Mateo Sabadell for consulting the Valladolid part-books on my behalf.
Victoria himself was conscious that having the partitura printed was something new. In a letter sent to Jaén Cathedral Chapter in February 1601, accompanying a copy of the print, he said:
choirs together with this particular book for the organ, the like of which, glory to God Our Lord, has not previously been issued in Spain or Italy. This is produced for organists in the case where there are not four voices present or just one who sings with the organ similarly the [triple-choir] Mass and Magnificat [can be 5 This tells us that Victoria envisaged his partitura, not as providing a fully-realised organ part to accompany Choir I, which is how it has sometimes been regarded, particularly by some groups recording this repertoire, 6 but either to substitute for Choir I entirely or to accompany a soloist singing just one of its parts. His reference to singing with the organ could refer in particular to his nine-voice Missa pro Victoria where Choir I has five vocal parts, including two soprano lines, the upper of which is not included in the organ partitura. This top line could have been sung, with the organ playing the other four Choir I parts, and all the second choir parts being sung by voices. It is significant that, even where the texture of Choir I thins out and the first soprano part of this Mass could have been included in the partitura, it is not.
There are four sections in two of the double-choir Masses in this print, which are set for five voices only. Two are in the Missa Alma Redemptoris Mater: the Christe eleison and the Benedictus, where the four voices from Choir II are joined by the tenor from Choir I. Victoria includes both sections in his partitura, despite their being sung mainly by Choir II, and leaves out the Tenor I part, presumably intending it to be sung, with the organ supplying the other four parts where there were not enough singers available. The same two movements of the Missa Ave Regina are also set for five voices: in this case it is the alto from Choir I that is added to Choir II. The partitura leaves out this Altus I part in the Benedictus, but, in the Christe eleison, it excludes the Altus II part instead. Again Victoria must have intended both to be sung. His suggestion to have just one singer from Choir I, with the other parts played on the organ, presumably can apply -choir items the Missa Laetatus sum and the Magnificat Sexti toni Victoria seems to be suggesting in his letter that the organ could play the Choir I parts, with voices and instruments each performing the parts of one of the other choirs. The separation in his wording implies that voices take one choir and instruments the other. He does not include the third triple-choir setting in the publication the psalm Laetatus sum on which the Mass is based but there are no significant disparities in this setting that would suggest treating it differently.
What Victoria is essentially doing here is providing for church choirs that did not have eight or twelve singers available, but that might still wish to sing (and buy) his music. We know Cento Concerti Ecclesiastici of 1602, for instance, that this sort of situation was common around 1600, with choirs taking certain parts from compositions to suit the available singers, often without sufficient awareness that leaving out some parts might make musical -scale concertato motets. 7 In 1599, Asprilio Pacelli had done something similar, writing in the introduction to his Chorici Psalmi et Motecta (Rome: Nicolò Muti) that, although he was having his music printed in four vocal part-books (without a Bassus ad organum in his case), the music would sound just as well, or even better, if one of the vocal parts the altus - were left out and the organ used to fill up the harmony. 8 The organ was being increasingly used both for accompaniment and to substitute for voices at this period, especially in devotional contexts and in oratories such as those of confraternities. In the same introduction, Pacelli stated that his four-voice alternatim psalms and concerti with organ, such as is nowadays the custom in Rome 9 Gabriele Fattorini in the preface to his I Sacri Concerti a due voci great pleasure on days of high solemnity, and, indeed is then most fitting, experience teaches over and over again that with one, or at the most two, voices, which now and then nicely and skilfully sing with an organ, the weary souls of sinners can be refreshed and the pious minds of listeners charmed and captivated by 10 In fact, both Pacelli and Fattorini included extra ripieno parts for a second choir 12 Flexibility was the key, especially in adapting published music. us that, just because it was standard and convenient for sacred music to be printed in part-book format with all parts texted, this was not necessarily the only way of performing it. There are, singing the upper part(s).
13 Victoria was taking a risk in publishing so much music for eight and twelve voices in his 1600 print with just eight short three-and four-voice works added as an appendix. Hitherto he had always added his polychoral music to prints that mainly contained music for fewer voices. People might well have been put off buying the 1600 print if they thought they had to have eight or twelve singers to perform it, and so he is providing an alternative for churches that had fewer singers, but at least employed an organist.
14 Rather than expect that organist to use a Bassus ad organum part to improvise from, he provides a partitura due voci, Murray C. Bradshaw (Neuheusen-Stuttgart: AIM, Hänssler-Verlag, 1986 ). This translation is by Murray Bradshaw.
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Pacelli included an extra part-book in a 1601 reprint containing Choir 2 parts for optional double-choir settings of the doxologies to his psalms and Magnificats. He further promised in his preface to issue a second volume, which would contain risposti, presumably settings for Choir 2 of the alternate verses to the alternatim psalms. See
Asprilio Pacelli 12
Early Music, 28 (2000) , 403-418. 13 For example, there are eight pieces by Victoria arranged for lute in the manuscript Tenbury 340 from c. 1615 now in the Bodleian Library, Oxford, one of a series of manuscripts associated with the recusant English Catholic Edward Paston. The vocal part-books do not survive, but the Cantus parts are not included in the lute tablature, implying that they were intended to be sung. See James L. with four of the voice parts included. Victoria was nothing if not a good marketer of his publications. 15 organ score we find that, for about half of the twentyfour pieces, the organ reproduces the vocal parts of Choir I exactly. However, for thirteen of these works it does not just follow Choir I, but makes various changes and additions that fall into a number of categories. The most common change is to substitute the Bassus II part for Bassus I, in order to avoid the fifth or more rarely the third - of the harmony when it falls in Bassus I. 16 There are also places where the Bassus I part has dropped out, leaving Tenor I with the fifth of the harmony;; in these cases the Bassus II part is again added to complete the harmony. 17 Other changes involve adding one or more voices from Choir II, where there are only one or two parts singing in Choir I, in order to fill up the harmony. 18 There is one place where the organ adopts the Cantus II part rather than Cantus I, where the former is higher in pitch than the latter. 19 Another type of change is to simplify the bass part and occasionally one or more of the others by eliminating ornamental figures such as scalic runs, keeping the organ part on a held breve. 20 What is most significant about these changes (apart from the last) is that almost all occur in those pieces that Victoria had first published in or before 1581, i.e. in his earliest essays in the polychoral idiom. The pieces with the most changes are those first published in 1572 (Ave Table  1 below). There is an easy explanation for this: in his early polychoral pieces Victoria did not write for split choirs singing at a distance from each other and so did not necessarily make his two choirs harmonically independent of each other. Groupings of voices could be taken across both choirs and one of the bass parts (usually Bassus I) could have the fifth of the harmony. As long as the 15 There two choirs were adjacent to each other this was not a problem but, by the early 1580s in Rome, choirs were being physically separated, and composers began to write for harmonically independent choirs, avoiding the fifth in either bass part and keeping the two choirs distinct rather than mixing voices across them. 21 Clef combinations were rationalized, with the same combinations and voice-types in both choirs. This made it easier to have both bass parts doubling the root of the harmony, at the same pitch or an octave apart. The third above the root was used occasionally in triple-choir music but not commonly. After 1581 Victoria and his Roman contemporaries generally used contrary motion between the bass parts, or rests when writing for three choirs, to avoid parallel octaves.
Evidence for the change in approach in Rome comes from a number of rewritings of double-choir pieces found in a series of related Roman manuscripts from the early 1580s. Music by Giovanni Animuccia, Orlando di Lasso, Luca Marenzio, and Giovanni P. da Palestrina was altered, to allow performance by spatially-separated choirs, by rewriting bass parts to eliminate fifths and tidying up overlaps between voices across the choirs into a cleaner takeover from one choir to the next. 22 It clearly became important for Rome-based composers to adapt this new singable by real cori spezzati, he too adapted the new procedures after 1581. In that context, it is odd that, in republishing his early pieces in 1600, Victoria chose not to rewrite the vocal parts, but he did adapt the organ partitura so that it reflects the split-choir ideal. Victoria did revise his work in other contexts, and one might well have expected him to do so here, particularly as he was producing an organ partitura with revisions. 23 The fact that he did not implies that, when all parts were sung by voices, he still assumed that in these early pieces the two choirs would be adjacent to each other. Otherwise listeners who were positioned closer to Choir I would hear second inversion harmony, which by then, in Rome at least, was not acceptable. That this was also the case in Madrid is shown by the fact that in all of the pieces first published in 1600 (and presumably composed after Victoria returned to Madrid in about 1587) there are no instances of second inversion harmony in one of the choirs, even in pieces for three choirs where its avoidance is more challenging for the composer.
The provision of the revised versions in the organ partitura, on the other hand, suggests that when the organ was used to substitute for (or perhaps accompany) Choir I, then such separation was expected. It was common, at least in Rome, for the singers in Choir I to serve as soloists and be positioned at the main organ with the maestro di cappella while other ripieni choirs sang from platforms some distance away, often with their own conductor and portative parallel octaves between the organ part and the bass of Choir II, something he otherwise studiously avoids. Even here he does try to avoid them by using contrary motion, but cannot do so all the time. Other composers of the period were not fussy about parallels between bass and other lines: Ludovico da Viadana in the preface to his Salmi a quattro chori of 1612 makes no apology f to follow the rules strictly in the ripieni, one must introduce whole rests and half rests, dotted notes and syncopations;; as a result the music becomes distorted, clumsy, and unyielding, and the 24 An partitura gives information is the Missa Alma Redemptoris Mater and the Missa Salve Regina. Both use the chiavette or high-clef combination and both have a B in the key signature. They are not the only pieces in the collection to use the chiavette but the others, which include the antiphons Alma Redemptoris Mater and Salve Regina on which the two Masses are based, as well as Dic nobis Maria (Victimae paschali), Dixit Dominus, and the Magnificat primi toni, do not have the same rubric on the organ partitura. This can probably be explained by the fact that the two Masses are the first two pieces in the partitura to use the chiavette;; they are the first and third items respectively in the publication, separated by the Missa Ave Regina that is in standard clefs or chiavi naturali. The two Masses in chiavette each end on one of the only two final notes used in this publication, the Missa Alma Redemptoris on F and the Missa Salve Regina on G. There are no pieces here notated in chiavette and with no flat in the key signature, which generally led to transposition down a fifth. So it is reasonable to assume that Victoria, or his printer, having included the transposition rubric on the first two relevant items in the publication, did not see the need to keep reminding the organist to transpose. Of course, one could argue that the omission of the rubric on the antiphons and other pieces in chiavette meant that Victoria did not intend them to be transposed, but only the two Mass settings. Let us therefore examine the clefs and ranges used by Victoria in this print in some more detail. Table  1 gives details of clefs, key signatures, and finals for each of the twenty-four polychoral pieces in the 1600 print. At first glance the range of clef combinations seems considerable there are thirteen different combinations but they can be rationalized into seven groups as in the table. Taking into account the use of voci pari combinations, where one choir has two sopranos, alto, tenor and no bass, and seeing the triple-choir pieces as an extension of the doublechoir standard clef ones, the number of different combination can be further reduced to four: standard and chiavette combinations with either F or G as final. Using the signifiers that make up the tonal-type method of analysis, in which only the soprano clef, key signature, and final are delineated, we have five tonal types: C 1 F, G 2 F, C 1 G, C 1 G and G 2 G. Of the twenty-four pieces only seven use the chiavette;; F and G finals are almost evenly balanced, with thirteen of the former and eleven of the latter.
The use of voci pari combinations in one of the choirs, something of which Victoria was fond, does not affect the overall clef combination, which can be established from the clefs of the outer soprano and bass parts. Similarly the variations in clef (and hence in voice type) within Choir I in Dixit Dominus, O Ildefonse, and the Missa Salve Regina do not affect the intended overall clef combination. Interchanging C 4 and F 3 clefs for the bass in chiavette was common practice, and the use of C 2 rather than C 3 for the third part down simply indicates an alto rather than a tenor range. There are two pieces where Victoria unusually uses the C 1 clef within the chiavette, Salve Regina, and Dic nobis, Maria;; in both cases this is to cover a mezzo-soprano range and does not alter the overall function of the clef code. His analogous use of the C 2 clef for the top part of Choir II in the standard-cleffed Super flumina Babylonis also indicates a mezzo-soprano voice and again does not affect the clef code. works in regard to the clefs of two of the works in chiavette: the Salve Regina and the Missa Alma Redemptoris Mater . 26 The first two editions of the Salve Regina, in 1576 and 1581, started with the normal chiavette Bassus II part changed from F 3 to F 4 , in order to accommodate some low Gs without using ledger lines. The 1576 print did the same thing in the case of the final Agnus Dei sections of the Missa Simile est Regnum and the Missa Beatae Mariae. This does not affect the transposition code since that would have been indicated to the singers by the clefs at the start of these works. In 1600, Victoria or his publisher used the F 3 clef for Bassus II throughout. Pedrell used F 4 for Bassus II but did not indicate by a prefatory clef the original use of F 3 at the start of the piece, or its use throughout in 1600. For the Missa Alma Redemptoris Mater, Pedrell also used F 4 for Bassus II without a prefatory indication that the original 1600 print used F 3 . In the 1600 print, Victoria/Flandrus was happy to use ledger lines below the Bassus II staff to accommodate low notes. These normally come at the ends of sections, and they might be compared to the low strings of the theorbo, then becoming popular as an accompanying instrument. Downward transposition does bring these notes even lower but, since this is the case in the two Masses for which Victoria provides the instruction to transpose, it cannot have posed a problem. In Madrid, we know that from at least 1601 onwards, the singers in the Descalzas Reales were supported by a bajon (bassoon) that would have ensured that these low notes would have been heard. 27 In answer to the question posed above then, it would seem logical to apply the transposition instructions to all of the pieces using chiavette in the 1600 print.
rubric indicating downward transposition of a fourth on an organ part. 28 This was to become relatively common 36 The basso seguento or basso continuo was easier to print and easier for the organist to work from. Lodovico da Viadana confirms this in the preface to his Cento Concerti Ecclesiastici:
for the organist to play, since, as a matter of fact, not every one would play from a tablature at sight, and the majority would play from the partitura as being less trouble;; I hope that the organists will be able to make 37 Since the latter is what he provides, it must mean the basso continuo, with the former indicating either an open score or a version in keyboard tablature. While praising the former he recognises that the latter is becoming the preferred have been difficult to play from at sight: the parts are not lined up against each other, and so the organist would have had to read the four parts individually, a skill which, of course, organists did possess prior to the introduction of keyboard tablature. 38 It is printed in three consecutive staves, continuing from left to right across the two pages of each opening. There are bar lines, which do help, generally placed after every eight minims, but often after six, ten or more, in the manner of contemporary lute tablature.
partitura and these other bassi seguenti is, of course, that Victoria mostly only intabulated the music of Choir I. We have seen his explanation for this in the letter to Jaén. Does this rule out the use of organ to accompany both choirs, deriving a basso seguente from the two bass parts or using two organs, one with each choir? Presumably not, since this was also such a common practice at the time, certainly in Rome, where each choir often had its own small organ to accompany it. 39 The two sets of part-books with double- and triple-choir music copied for Duke Giovanni Angelo Altaemps in Rome, while not containing any works by Victoria, both have single organ books to accompany polychoral music by Palestrina, Felice Anerio, and others of his Roman contemporaries. 40 If the organ is to -scale music it would seem more sensible to use it for both choirs, rather than just the one. We can be similarly flexible in using instruments to substitute for, or to accompany, some of the vocal parts.
The fact that Victoria chose not to go down the route of the basso seguente but sought to reproduce only the vocal parts of Choir I, and those not exclusively, means that his score provides us with some useful information about performance practice, as well as about , it -books published around 1600 at face value, but should rather be prepared to adapt and experiment, especially in substituting voices with organ. As Asprilio Pacelli, who had followed Victoria as moderator musicae at the Collegio Germanico in Rome, said at the end of the preface to his 1599 Chorici Psalmi be left to the judgement of the experienced and perceptive maestro di cappella, or the capable and sensible organist;; with their knowledge and understanding, further advice and examples are 41 While we still know little about performance practice in 1600 Madrid, viewing us a
